Narratives that resonate in the cultural imagination inform the ways in which we apprehend the world. This paper considers how certain images and stories that have been valorised over time bleed into reality and become socially and politically affective. If misrecognised or unacknowledged, an entire people may come to be viewed as monstrous, or their identity rendered down until they seem more ghostly than human. I will deal specifically with how Jewishness and Arabness have been imagined, so that in quite different contexts these peoples come to be apprehended as liminal rather than human beings. From the traditional anti-Semitic perspective the Jew is viewed -by the dominant culture within which he or she co-exists -as a vampiristic agent of decay. Also discussed is how, in contemporary Israel/Palestine, the Arab presence becomes -for certain parts of the Jewish population -ghostly, or monstrous. This dynamic implicates both the coloniser and colonised; indeed, at work here is a congeries of interrelationships, far more complex than the traditional self/other dichotomy. I will also consider the liminal zone wherein such fantastical images have their source, because it is through imagination and storytelling that we continually create and recreate the realities we must then inhabit.
Introduction
The practice of interpreting and commenting on real events through metaphor or narrative is used across the arts, philosophy and social sciences. It is a creative process of envisioning and revisioning events and people, and it involves engagement with liminal territory, a mental space that opens up between imagining, and the production of a concept. That is, ideas which can become solidified in reality are a product of the imagination, which according to seventeenth century Oxford philosopher, Robert Fludd, is a kind of world in 'create the things that will happen'. Alongside the initiand's liminal zone in which gnosis 'is communicated through myths … and through actions' (Gilhus 1984 p. 107) , and Na Koja Abad and the Shekhina, Egger's fictive illustration is also useful when considering how the things we imagine, or the stories we tell, create realities. It is here in the 'pre-real ' Fourth World that images and stories with cultural resonance -and therefore the power to endure and proliferate -have their source.
Western mythic imagery has its own particular glamour and stink, demonic and daemonic vigour, evident in folk stories, in fairy tales, myths and in religion. Marina Warner's (2004, p .1) early studies of myth and of Faerie explore 'the pleasures -and the terrors -of … night visitors, watchers and stalkers, werewolves and other kinds of nursery phantom who excite that deep pleasure -the visceral shiver and mental plunge'. For Warner, that fascination with 'divine daimons' and the territory they inhabit endures beyond childhood, and it is unlikely that she is the only one for whom this is so. I will discuss the way in which certain images from the cultural imaginarium -a culturally specific version, if you will, of the broader notion of an imaginal or liminal zone -find correspondences in the popular imagination, with real people in the real world. These can sometimes result in what might be termed 'narratives of denial', where people who represent 'undesirable' social elements become imbued with a level of unreality, become like the initiand, or like those non-corporeal denizens of this in-between space: liminal beings. People envisioned in this way may be banished to the social periphery because they are perceived to present a threat to the mainstream.
To be marginalised is to be relegated to a condition of only partial reality; making of a woman or a man a kind of ghostly trace of a person. By a further act of imagination, the marginal, already an object of fear may then become imbued with a nightmare aspect. How Palestinians become ghosts and Jews vampires will be illustrated by reference to other stories; for, as Richard Devetak (2005, p. 622 ) asserts in his article, 'The Gothic Scene of International Relations: ghosts, monsters, terror and the sublime after September 11', it would be wrong to exclude fiction from the study of international relations, as fictions 'have a long history in political discourse, from Plato's cave through Hobbes's state of nature to Rawl's original position'. As well as myths and other narrative sources, I will refer to a story steeped in Gothic paranoia, Bram Stoker's Dracula, and to a work of literary fiction that may also be read as a metanarrative for current struggles endured by the people of Israel/Palestine
Cosmopolitan Civil Societies Journal, Vol.3, No.1, 2011 23 -Black Box, by Israeli author, Amos Oz. Palestinian and Jew may, in their different contexts, be read as the liminal other who requires validation, but must remain separate or be somehow controlled in order to preserve social or political stability. Further, I will show how the 'mainstream' draws from or attains some level of self-justification from the mystery -or mystification -of the other. One might say that in some sense we feed off the body of the scapegoat; we drink the blood of the monster in an act of 'reverse vampirism'. And we do this through the medium of the story -either inventive fiction, or lies born out of narratives of denial.
Jew as Vampire
The vampire might be a denizen of Robert Fludd's 'other world'. He is also easily appreciated as a kind of personified Jungian shadow, in that he represents that which civilised humanity prefers to keep hidden. The vampire is embodied in a fantastical form that a culture can agree is evil, but separate.
Gothic horror stories, including Bram Stoker's Dracula were written at a time of political transition. In his essay, 'The Occidental Tourist: Dracula and the anxiety of reverse colonisation', Stephen D Arata (2000) claims that in the nineteenth century the British feared a waning of the power and influence of their empire, which may have created a level of cultural anxiety affecting the zeitgeist, enabling those shadows of real forms proposed by Fludd to emerge from his 'other world' as dreams and symbolic stories. At this time, these dreams represented fears of the possibility of the encroachment of the 'other' from the mysterious and dangerous East. Dracula comes from 'Transylvania, the exotic, Eastern land 'beyond the forest', and his project is to contaminate with his own disease the cities of Europe. This 19 th century form of the vampire myth developed at a time when the colonialist empire was being shaken by the consequences of the very powers that once made it seem so secure; the 'irrational' East now pervades the imagination of the 'rational' West'. The image of the vampire -born in that fissure between what is imagined and what is real -is that of a lethal yet sensual shadow being, a parasite whose desire is to destroy civilisation and to propagate his own kind by feeding off real, living people.
Thus we have a situation in the late 19th century where England watches its world influence waning and suffers anxiety in relation to certain barbaric 'others' that Arata avers were considered by the Empire as agents of 'reverse colonisation'. That is, 'the "civilised" world feared that it was on the point of being colonised by "primitive" forces ' (2000, p. 162 In Europe's tradition of anti-Semitism, the Ashkenazi Jew was seen as an alien and oily pariah, who, from within the dankest crevices of culture, works his sinister magic in a similar fashion to that of the vampire. Anti-Semitic images and literature identify the Jew, like the vampire, with parasitism, avariciousness, and aversion to Christianity and its symbols.
Looking further back, we find that historically, Jewish blood was thought to be 'black and putrid' (Zafran 1979, p. 17 The inhabitants of this heterotopian liminal zone, both Palestinian and Jew, must deal with the apparently insoluble paradox of belonging to two separate nations that inhabit the same physical space. Black Box is an epistolary and confessional novel that, through the development of character relationships, explicates layered crises, not overtly between Arab and Israeli, but focused within the Jewish community itself, which reflects Jewish attitudes to the Arab populace rather than dealing with these attitudes directly. In Black Box, the relationship between Gideon (Ashkenazi, or European Jew), one-time war hero who later becomes one of Israel's harshest critics, and Sommo (Mizrahi, or 'Jewish Arab') reflects the colonised/coloniser opposition and its concomitant questioning of cultural identity; but rather than being written as a simple dialectic, coloniser and colonised are seen to be implicated in the creation of their respective roles, these roles being examined in a series of inversions or character reversals. At certain times, Sommo's role is seen as vampiristic; at other times, the parasite is Gideon, the intellectual European. In the novel Gideon represents the new face of is always alien; Gideon also shares with this 'actual' vampire the polyphonic qualities of a Jew with a diffuse identity who travels the world, not as a spy, but certainly as a collector then a disseminator of information and ideology; he has alienated himself from his people, has lost his sense of identification with his nation, is unstable and capricious. In Sommo's Israel -even if Gideon were not a left-wing polemicist -a hybridised Jew lacking nationalistic verve and stability and any form of religious orthodoxy is already by default a natural adversary of a conservative like Sommo, who seeks, through the consolidation of spurious but biblically sanctioned 'Greater Israel', completion and belonging. Gideon is and must remain marginal, and in Sommo's eyes, a parasite. Yet the reverse is also true, for
Sommo, who represents the religious and the colonialist, is Alexander Gideon's 'other' and destroyer. Gideon's file cards speak to the 'interdependence' of 'torturer and victim.
Inquisitor and martyr. Crucifier and crucified' (Oz 2002 p. 146) . To this litany of oppositional interactions one might also add, 'parasite and victim'.
Philosopher Leszek Kolakowski's (1982) 'law of infinite cornucopia' discusses how arguments can be used in an infinite number of ways to support any number of positions.
Similarly, narrative components can be arranged and rearranged to produce different stories.
Oz's novel is one rendition of one story about Israel. There are other narratives. In his 1998
article on Israeli hegemony, Baruch Kimmerling deals with three countercultures with different stories whose seeds were always present within the dominant model, now arguably declining in power. He mentions that although the aim of the original Ashkenazi Zionist hegemony was to create a secular Jewish society, one must also remember that the religious was always part of the mix. The land was referred to by the biblical term 'Zion', the language 
Palestinian as Ghost
Heterotopias, as previously mentioned, may mediate between interpretations of reality, or may juxtapose representations of incompatible places. Foucault (1967) gives the example of the cinema or the theatre but if the 'incompatible places' are real geographical territories, they may act as staging grounds upon which are played out a drama in which a mirrorexchange occurs between utopian vision and ideology. In this sense, if Palestine as heterotopia has the virtues of the ideologue's utopia projected upon it, then the obvious corollary is that Israel -problematically the same place -is a Zionist heterotopia. Borrowing Dalsheim describes a school trip she accompanied to the Palmach museum, whose elaborate audio-visual presentations tell the story of the making of the state of Israel. The teachers, from backgrounds in the left-wing kibbutz movement, expressed an intention to refine their student's ability to think critically about history, yet ironically failed to consider including in the excursion a visit to any sites that had once been Arab, or to extant Palestinian towns. The author also notes that once at the museum, rather than a story being told which disparaged or in any way denigrated the original inhabitants, she found instead that 'that the enemy [was] surrealistically almost entirely absent from this narrative…it was as though they had somehow been wished away' (Dalsheim 2004 p.160 ). In 'Terror's Abduction of Experience, Wickman tells us that terror is provoked by the spectacle of some awful and inexplicable fright and 'a turbid moodiness lingers… whereas with horror these conventions swell into monstrosities ' (2005, p188) . Perhaps then, in the case of Palestinian suicide bombings, we are actually dealing with horror rather than terror?
The pedestrian nature of tanks and guns -their very legality -cannot match the embrace of a kind of mythic space that opens up when the quotidian world is ruptured by an action committed by an enemy fuelled by despair and desire, by existential anguish. Wickman is discussing literature, but I think the analysis may be extended into the world of objects and people: 'In horror …the sublime and the grotesque meet, often in a panoply of kitsch imagery … [or as Hage has it, 'medievally violent political affects'] characterised by a hyperbolic combination of visceral disgust and psychic anxiety'. Terror -or rather, horror, plunge the mind into liminal space, 'a strange world where anguish and ecstasy coexist' (Bataille, 1988, pxxxii) . Thus, the terrorist, or 'horrorist', brings into the world a spiritual dimension of fright that culminates in an ontological dreadfulness that could only be perpetrated by those who are no longer identified as human, but as monsters.
Failure of acknowledgment or misrecognition of another may result in the other becoming, to a greater or lesser extent, dehumanised. In the extreme, the person becomes like a shade.
Images created for the 'spectralised' person are based on old stories from a bank of cultural imagery located between imagination and reality, a zone characterised by ambiguity and, as
proposed by Robert Fludd, inhabited by 'shadows' of real forms, or by dreams and symbolic stories. It can be the source of creative energy or a repository of the material of nightmares.
So we might say that each culture has its image stock, built up over centuries of remembering and storytelling, available to feed into new narratives, which in turn may enter the cultural imaginarium, perhaps to be used again later on in history: this process might be viewed as an ongoing, two-way exchange between reality and imagination.
Shades may serve a cultural function. We examined possible permutations of such a role: new role of coloniser; these colonisers cannot necessarily accommodate their sense of self with this new role, so antipathetic is it to the old myth.
Israel/Palestine, the staging ground for these conflicts, is a single country overlaid with rival utopian ideologies. With its juxtapositions of representations of reality based on conflicting images, it is neither one place nor another, but several places at once. Here, we witness daily a collision of ideology and reality in a liminal zone that is simultaneously physical and imaginary, mythical and mundane, no-man's land and everyman's land. It is an apparently insoluble paradox that is perhaps more real in the idealised abstract than it is in quotidian reality. That statement in no way makes light of the reality of the perpetual suffering there but rather brings into focus the idea that it is the intangibles -the warring ideologies, values and beliefs and stories -that create the world of facts and solids, territories and bodies: the liminal has far greater potency than the resolved poles by which it is circumscribed. And it is in the liminal zone where symbols and ideologies form and where 'the battle for control of the narrative' begins. Israel/Palestine is a heterotopian space charged with energy fuelled by desire, a sacred site between contradictory 'conception[s] and creation', both seedbed of positive structural assertions' and also a shadowland.
